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CURRENT STATE OF KOREAN FILM 
INDUSTRY AND ITS FILM POLICY 


Production, Exhibition of Films 

The total number of Korean films produced in 2000 productions compare to last year's production of 49 can 
based on a rating classification by Korea Media Rating signify a change in positive direction. Additionally, the 
Board (an organization responsible for the classification number of theatrically released domestic and foreign 
of films and videos) is fifty-nine. Although still films was 56 and 236, respectively, showing 2:8 ratio. 
insufficient in numbers, increase of 10 feature (Refer to <Table 1>) 


<Table 1> Attendance and Market Share by Nationality in 2000 (in Seoul) 
































mee: Number of Films 
Classification Produced) Exhibited eee Market share Avg.attendance 
Korean Films 59 56 8,826,185 32.6% | 157.610 
USA(Direct Distribution) 73 9,811,913 32.3% | 134,410 
USA 72 4,721,847 17.5% | 65,581 
. Japan 24 2,009,367 14% 83,724 
Foreign : } 
Films China(Hong Kong) 27 904,600 3.3% 33,504 
Europe 29 568,100 2.1% | 19,590 
Others 11 221,600 0.8% | 20,145 
Subtotal 236 18,237,427 67.4% | 771,277 
Total | 292 27,063,612 100.0% | 92,684 

















a Korean Film Commission(KOFIC) 


Based on a data from December 2000, currently 720 
screens are used for commercial screening purposes in 
Korea. This number discounts the drive-ins and cultural 
centers, and when considering 497 screening venues in 
1997, there has been approximately 45 % increase within 
3 years. Even with such rapid advancement, there will 
be further increases in number of screening venues, 
when considering there are 65,700 people per screen at 
this time. Competitive nature in increase of screening 
venues by large corporations , beginning with C] 
Entertainment's 1998 construction of 11-screen multiplex 
CGV,' 
establishment of 17-screen M egabox and Lotte Group's 


‘Waterfront DongYang Group's 2000 


es 


expansion of its theater chain (with basis on their largest 
profit-maker, Lotte Department Stores) is being 
functioned as positive signs in improving entire 
filmgoing environment. With such increases, the size of 
film market will also be growing as well. 

As indicated by <Table 2>, the total number of 
attendance in 2000 has increased by more than seven 
million people since last year, an increase of 12.7%. 61.69 


<Table 2> Attendance and Box-Office Revenue (South Korea) 




















ClassificatiorKorean Films Foreign Films Total 
Attendance & | 21.89 million | 39.8 million | 31.69 million 
Share (35.5%) (64.5%) (100%) 
Revenue & 116.3 billion 213.3 billion 329.6 billion 

Share (won) (35.3%) | (won) (64.7%)_ | (won) (100%) 





<Table 3> Ten Best Box-Office Hits in 2000(based on Seoul Attendance) 









































Rank Korean Films Foreign Films All Films 
Title Attendance Title Attendance Title Attendance 

1 Joint Security Area 2,445,000 | Mission:Imporssible 2 1,130,000 | Joint Security Area 2,445,000 
2 Foul King 817,870 | Gladiator 1,127,000 | Mission:Imporssible 2 1,130,000 
3 Bichunmoo 730,300 | Dinosaur 619,000 | Gladiator 1,127,000 
4 The Legend of Gingko 637,000 | Perfect Storm 572,000 | Foul King 817,870 
5 Libera Me 542,000 | Charlie’s Angel 487,000 | Bichunmoo 730,300 
6 A Nightmare 341,796 | X-men 460,000 | The Legend of Gingko 637,000 
7 Ditto 326,000 | Stewart Little 446,000 | Dinosaur 619,000 
8 Lies 320,000 | Sixty Seconds 421,000 | Perfect Storm 572,000 
9 Peppermint Candy 311,000 | Partriot 396,000 | Libera Me 542,000 
10 Tl Mare 253,100 UnbreaKable 396,000 | Charlie’s Angel 487,000 

Total 6,724,066 6,054,000 9,107,170 
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<Table 4> Market Share of Korean Films by Financing Company million attendance is the largest ever since 1980, as is the 





















































































































































seas ae Attendance Market Share —_ratio of 1.3 screenings per person, since 1981. Such 
CJ Entertainment 5 2,725,702 30.9% figure represents the solid ground to claim Korean film 
tiene ; "100 = = market has entered into industrialization. Market share 
Mirae Assets, Inc. 4 665,764 1.5% of Korean cinema lost 4.2% on national level and 3.2% in 
KM culture 2 822,870 9.3% 
KTBIC] Entertainment 1 637,000 72% Seoul alone, compared to last year's 39.7%. Although 
MCI Korea l 542,000 6.1% the number of attendance for Korean films didn't 
Tube Entertainment, Inc. 1 341,796 3.9% 
Others 38 1,272,558 14.4% increased much compared to the previous year, 
Total 8,826,185 100% attendance for foreign films have increased by 20.1%. 
<Table 5> Market Share of Distribution Companies in 2000 

Classification Distributor No.of films Attendance Market Share 

CJ Entertainment 8 3,507,602 39.7% 

CinemaService 14 2,778,124 31.5% 

Shindo Films 6 854,764 9.7% 

Buena Vista™ (hollywood dist.) 3 362,100 41% 

K ; Tube Entertainment 3 351,868 4.0% 

orean Films 

Hanmac Films 2 327,000 3.7% 

Pass 21 2 117,799 1.3% 

Film Bank 3 33,796 0.4% 

Others 20 493,132 4.6% 

Total 61 8,826,185 100% 

Columbia 24 3,039,972 16.7% 

Buena Vista 26 2,735,256 15.0% 

CJ Entertainment 9 2,039,000 11.2% 

UIP 14 1,870,958 10.3% 

Forien Pilhie Warner Brothers 10 1,476,700 8.1% 

CinemaService 11 1,414,300 7.8% 

20th Century Fox 11 1,325,327 7.3% 

Tube Entertainment 5 407,000 2.2% 

Others 134 3,928,914 21.5% 

Total 244 18,237,427 100% 

CJ Entertainment 17 5,546,602 20.5% 

CinemaService 25 4,192,424 15.5% 

Buena Vista 29 3,097,356 11.4% 

Columbia 24 3,039,972 11.2% 

UIP 14 1,870,958 6.9% 

Warner Brothers 10 1,476,700 5.5% 

All Films 20th Century Fox 11 1,325,327 4.9% 

Shindo Films 6 854,764 3.2% 

Tube Entertainment 8 758,868 2.8% 

Hanmac Films 7 456,300 1.7% 

Pass 21 2 117,799 0.4% 

Film Bank 3 33,796 0.1% 

Others 149 4,292,746 15.9% 

Total 205 27,063,612 100% 














0) Buena Vista distributed 3 Korean films in 2000 00 including attendance last year 1999 


The box-office king of 2000, Joint Security Area's 
attendance share was 9% as top ten films have occupied 
33.7% of total market share (these are based on Seoul 
attendance figures.) What's interesting is that the 
attendance of ten top-grossing Korean films, 6.72 million 
people, over took that of foreign films by 570,000 people 
(refer to Table 3.) Of course, the average attendance of 
Korean films is 1.2 times more than Hollywood films and 
twice as many as all foreign films. (refer to <Table 1>) 
<Table 4> shows the box-office results according to 
major investment companies, whereas <Table 5> 
represents the figures according to the distribution 
companies. As <Table 5> indicates, C) Entertainment 
and CinemaService are the top two distribution 
companies, occupying 20.5% and 15.5%, respectively, of 
Korea's entire film market(both Korean and Foreign 
films included.) CJ Entertainment is in partnership with 
US's DreamWorks and distributes its products, induding 
Gladiator(N 0. 3 box-office draw.) In case of Hollywood 
direct distribution companies, Buena Vista has 11.4% 
market share and Columbia Pictures a 11.2%, and is 
ranked 3rd and 4th respectively. In certain instances, 
Korean films are distributed by Hollywood distribution 
companies. It is estimated that such cases will increase 


in numbers. 


Capital and Production Cost 

Major investment capitals can be divided into two 
large forms as followings ; first, investment capital 
specialized in investing on film production under the 
terms of distribution-rights-takeover and venture capital. 
Specialized investment companies are C} Entertainment 
and CinemaService, whereas Samsung Venture Capital, 
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San-Eun Capital, Mirae Asset(participating in investment 
union) and union of investment groups represent 
venture capital. Not all of investment unions’ capital is 
used for the production of Korean film. In order to 
secure optimum profit, the need for investing on 
imports of foreign films is there as well. As evidenced by 
their names, these Unions also invest on games, 
animations and IT(Information Technology) such as 
internet, as well. Another changing aspect is the lively 
strategic cooperation between production companies 
with reliable production abilities and investment groups 
looking for profit. KangJeGyu Film and Myung Film 
were valued at access of 3 billion dollars and took the 
role of being investors as well, with the capital provided 
by these venture capital companies. Soon, other 
production companies will take the role of investor too. 
On the other hand, film investing from Korean 
broadcasting companies tend to be feeble in nature, 
although MBC's own production house is readying itself 
to participate in film production process. 

According to the study, the average production cost 
of Korean feature film came out to be 2.15 billion won 
(approx. 1.65 million USD.) Based on this information, 
<table 7> shows the average revenue of Korean films in 
2000. For example, in order to recover the production 
cost completely, a film that cost 2.15 billion won to make 
must draw at least 250,000 attendance in Seoul alone. 
Considering that average attendance draw in Korea is 
about 160,000, at least 90,000 more people need to watch 
the film in order for it to be profitable. Because of this, 
the arguments on reducing the production cost of 
Korean cinema have been raised recently; yet contrary to 
this, the reality is that large scale films with production 


cost in excess of 5 billion won are continued being either 
produced or being prepared. This extremely aggressive 
nature of large-scale filmmaking by production 
companies and investment firms is based on the idea 
that such investment will bring the positive results with 
these films becoming box-office hits and be viable to 
overseas market and eventually bring up the 
enlargement of entire Korean film market. 


<table 6> Changes in avg. Korean Film Production Cost (1USD=1,300 Won) 





Classification 1995, 1997 1998 1999 2000 





Total cost (USD) | 769,000 | 1,000,000 1,154,000 | 1,462,000 | 1,654,000 





Negative cost (USD) 692,000 | 846,000 | 923,000 | 1,077,000 | 1,154,000 

















P&A (USD) 77,000 | 154,000 | 231,000 385,000, 500,000 





%* The Ratio of Negative Cost vs. P&A is about 7:3~6:4 
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Japan for the record amount of 1.3 million US dollars 
back in 1999, the year 2000 saw The Legend of Gingko 
(700,000 USD), Tell Me Something (500,000 USD), 
Bichunmoo (500,000 USD) and Joint Security AreaJSA 
(2 million USD) all being exported to Japan, signifying 
the abundance in numbers entering foreign market. 

As shown on <table 8>, the result of Korean film 
export during the last two years has shown a remarkable 
growth in its currency amount. Compared to the year 
before, 1999 showed 464% increase, 2000 showed 232% 
increase and 1,079% increase when compared to 1998. 
Even the domestic market share by Korean films has 
increased, from 27.1% in 1998 to 35.8% in 1999 and to 


<table 7> Forecasting of Average Revenue from Korean Films 











Classification Forecast 1 Forecast 2 Forecast 3 Remarks 
Total Production Cost ® 2 billion won 2.15 billion won 2.15 billion won 
Video Release revenue @ Comes) oe oo ny capes) 15,000 won per copy *** 


450 million won 


450 million won 


525 million won 


























Broadcasting Rights 100 million won 150 million won 150 million won 
ee 1.45 billlion won 1.55 billion won 1.475 billion won 
: production company’s 
me ie ee 630,000 674,000 641,000 revenue per attendance = 
eee : 2,300 won **** 
scaiemne ice 250,000 270,000 256,000 
attendance 





* @©=09290°8 


** Total Seoul attendance = 40% of total national attendance (39.6% in 1999) 

*e Video release to be priced between 144,500won and 15,500won per copy 

*** Production company's revenue = Box- office receipt(excluding tax on tickets) [] Theater- owner's revenue [] Distribution fee 
(Distribution fee : 3~ 10% of the total revenue excluding theater- owner's share) 


Exporting Korean Films Overseas 

The years 1999 and 2000 represent important times 
that prepared the opportunity for advance of Korean 
cinema to overseas markets. Since the sale of Shiri to 


32.4% in the year 2000. In terms of numbers, the Korean 
cinema has indeed achieved a great outcome within last 
two years. 

However, <table 9> painstakingly shows needs for 
diversification of overseas markets. In Japanese market, 
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Korean films are showing a good form as they ares sold 
in higher costs, beginning with Shiri. Although this is 
indeed a welcome sign, yet it also shows the weak basis 
of marketing, as disproportionate emphasis is given to 


<table 8> Changes in Total Export Amount 








<table 9> Changes in Export Amount by Continent 





0 
(USD) Asia Europe North & South America 








Japan as exporting market for Korean films. As <table 
9> and <table 10> indicate, the noticeable signs of 
advancing in Korean film exports began to show in 1999. 
That year, market share of export to Japan occupied the 
57% of total export and that figure become even larger to 
75% in 2000. Fortunately, the year 2000 began to show 
the signs of diversification of export markets that it has 
expanded to 29 countries (US, 19 from Europe and 9 
from Asia) from just few countries in the past. Of 

course, not all these exports signify the theatrical 

releases, but the merit should be given to the fact busy 
overseas activities, along with praises from many world- 
Class film festivals have brought the expansion of world 
markets (especially the European market) for Korean 
film to be shown. From now on, the effort in fixing a 
proper export price, basing it on the case of JSA (that 
brought a record amount of 2 million USD) must be 
continued as we seek to solidify the existing major 

export markets (including Japan.) Furthermore, the 
efforts to expand export markets to weak markets such 
as South America, up-and-coming markets in Southeast 
Asiaand China are required for further advancement of 


Korean films. 


Policy on Promotion of Film Industry 
Korean Film Commission (KOFIC) is a public 

organization that began its operation in May of 1999, as 
a result from the reorganization of Korean Motion 
Picture Promotion Corporation (KMPPC) formed back in 
1973. KOFIC' s 2001 budget for the promotion of Korean 
films is about 85.4 billion won (approx. 65.7 million USD) 
and they are consisted of 'tax on tickets' and 
government aid. Unlike France or Germany, there is no 


video tax in Korea and, even though broadcast 
development fund (composed of fixed percentage on the 
revenues from subscription fee and commercials) do 
exist, this fund isn't applied to film fidd yet. 

KOFIC's assistance in film production is 
materialized in three broad ways; investing through 
Investment Union; providing loans on each projects; 
and investing on individual project (project funding.) As 
previously mentioned, Investment Union can be 
understood as a ‘fund for investment on film 
production’. The Union is an association of venture 
capital, individual investors and public funding, and 
KOFIC invests up to 20% of Union scale. Investment 
Union takes up the risk-managing stance in which it can 
optimize the probability of profit as well as utilize risk- 
management method. Not only the production of 
Korean films, but also the import of foreign films and co- 
production becomes eligible for this investment. 

Granting loans on each project is a funding system 
created due to Korean banks' and financial system's 
inability to invest or finance the entertainment industry. 
having no system of 'completion-insuring' in film 
production, it is almost impossible to receive any form of 
financial grant from the banking industry; therefore 
public organizations such as KOFIC is lending 
production cost with lower interest than general loan 
rate. 

KOFIC invests on each project to compliment the 
market's function. ‘Function of a market’ differs by each 
individual's point of view or basis for it, thus raises 
many arguments on detailed method on how the grant 
must be given. Currently, KOFIC makes a partial 
investment on the projects that were previously in 
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question by investors for 'unclear nature of its 
commercial viability,’ thus reducing investors’ burden of 
risk. In general, KOFIC provides about 30% of total 

production cost, and upon its release, other investors 
first retrieve their investment and only when that's been 
completed, KOFIC will retrieve its own. In many cases, 
this ends up being a'grant.' 

In the case of co-production with foreign country, 
the finished project must be qualified as Korean upon its 
completion, in order to receive assistance from KOFIC. 
This qualification isn't much complicated compare to 
other countries', but must contain two qualifying 
elements at once as its economic (production cost) and 
cultural aspects. First, the minimum percentage of 
production cost must be invested from the Korean side, 
which is over 20% if it's a co-production between two 
countries and over 10% for between among countries. 
Second, the project must feature either Korean director 
or one or more Korean actors/actresses in leading roles. 
Any project meeting above two conditions can apply for 
the funding through KOFIC's production assistance 
policy. 

KOFIC's promotion works go beyond production 
assistance of commercial films for theatrical-release 
purpose. It foremost offers assistance in production of 
short films, including documentary and animation. in 
addition to dramatic piece. In this case, KOFIC provides 
agrant without any recovery of funds as applied to the 
theatrical film investment. Considering the size of 
Korean film industry, there are fairly large amount of 
film-related educational institution and a certain portion 
of post-production cost of student films from these 
institutions are being provided by KOFIC as a form of 


educational grants. KOFIC is also responsible for 
supporting improvement of film screening environment. 
Every year, a certain percentage of KOFIC's budget is 
loaned as theater remodeling expense, thus working as 
an agent of stimulating attendance’ filmgoing pleasure. 
‘Exclusive screening venue’ are also sponsored for active 
screenings of short films and/or non-commercial films 
with KOFIC's assistance. Part of key industrial business, 
such as rentals of cinematography, sound-recording and 
film processing equipments that were assessed as unfit 
for private holding (either due to lack of knowledge or 
business scale) is also being taken care of by KOFIC. 
Korea's broadcasting policy is being handled by 
Korean Broadcasting Commission(KBC) and ‘Rules on 
Ratio of Korean films and Animation to be Shown on- 
theair' that was implemented on May 26th, 2000 is the 
outstanding case. According to this regulation (to be 
practiced until April 30, 2001,) main broadcasting 
channels (KBS, MBC, SBS) must program Korean- 
produced ones over 25% of total film broadcast and, in 
case of cable, satellite and all other forms of channel, 
over 30% of its film programming must be from Korean- 


produced ones as well. Recently KBC announced new 
ratio rule that will take effect from May 1st, 2001 to April 
30rd, 2002. This rule adapted an incentive system 


favorable to broadcasting company. In this new plan, 
programming Korean-produced films during the prime 
time will give the broadcasters 1.5 times the actual 
programming time. According to the rule announced 
last year, in case of animations, two public nation-wide 
broadcasting channels(KBS, MBC) must dedicate 40% of 
animation programming to Korean-produced ones, the 
regional broadcasting channels such as SBS a 35% and 
40% for cable and satellite channels. From May, 2001, 
public broadcasting channels must feature over 45% of 
its animation programming, and regional channels 42% 
of theirs, with Korean-produced ones. There's another 
regulation that will become affect in January of 2002. 
This regulation states that in case of film, animation or 
popular music from one foreign country cannot exceed 
the 60% of total foreign production programming time 
that's been allocated. Such act can be seen as an attempt 
to regulate excessive importation of US-produced 


programs and to diversify its programming contents. 
Screen quota system has been under the arguments 


in Korea for several years now. Thisis not an issue for 
KOFIC alone, but for Korean film industry and, 
eventually a matter of concern and interest for the entire 
nation. Korea's basic viewpoints on this case will be 
discussed in the next article. -=~- kofilm@kofic.or.kr 











Korean Film industry's Standpoint Concerning the Screen Quota System 


Needs for Preservation of Quota System within 
Advancement of Digital Technology and Multiplex 


Policy Planning Committee, Coalition for Cultural Diversity in Moving Images 
(Originally released on February 14th, 2001) 


At the recent board meeting of audio-visual division at WTO, U.S. presented a fundamental 
framework for the securing of open yet predictable environment for audio-visual and its related 
services. It has acknowledged the need for public interest on preservation and improvement of its 
own identity and cultural value and the need for henceforward activities to be taken under the 
guideline of WTO. It emphasized the need for live discussion amongst the WTO members concerning 

“ important roles audio-visual section serves in this digital age’ Although it doesn’t deviate from their 
previous position that sought the opening of intellectual market including the cinema, this proposal 
from U.S. presents new grounds for the demands and can be summed up as follows. 

1) This proposal may create a shift in previously held all-or-nothing opposing attitude, resulted 
from more screening chances according to new advancement in technology. Namely, the 
visual and auditory senses in the year 2000 have definite differences to the ones from the days 
of Uruguay Round’. In case of cinema, new, on-line digital technology offers wider variety of 
exhibition opportunities. By streaming in the foreign investment to introduce advanced digital 
technology, it will help to elevate our cultural identity and free the trading of audio-visual 
services at the same time, helping to escape from having to make the choice and bring out the 
best from one another. 

2) When each government organization sets up the schedule of audio-visual related services, it 
will have the flexibility of choosing from complete system or partial system. As each party 
reach the agreement under such flexibility, providing monetary assistance for promoting one’s 
cultural identity can be allowed. 


Such new proposal isn’t entirdy new’, yet this point can be persuasive under following ways. 1) 
Improvement in cultural policies and free trade must maintain its synergic nature rather than having 
to make a choice between the two. Because US's position shows fair amount of flexibility from the 
previous stance, in which it completely ignored the discussion of cultural identity by barring of any 
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monetary assistance, Korean government’s 
position of standing firm on maintaining current 
system may seem burdensome for its diplomatic 
relations. 2) Also, U.S. has a meriting opinion on 
lack of reason for maintaining current screen 
quota system, with its basis on the changes in 
expansion of screening methods and 
opportunity provided with the advancement in 
digital technology. Such notion will show 
gradual decrease in importance of theatrical 
screenings, compare to the days in the past 
without digital technology. 3) Furthermore, if 
above two points are added to their basis on 
“ lending resolute investment on building 
multiplex theater for scaling-down of screen 
quota system”, it will be even more difficult to 
bring up the counter-argument. Such contention 
from the U.S. can easily reveals loopholes in its 
logic, however, upon inquiring into the unique 
qualities of audio-visual medium and its current 
atmosphere in both circulation and admission. 
The deciding factor in competitiveness of 
audio-visual industry is basically related to its 
language and cultural market size. Consumption 
of audio-visual products assumes certain 
understanding of the language and the culture 
as prerequisite elements; therefore it;s a common 
knowledge that number of populations using 
same language is an important variable. The 
market for Korean program is aimed for Korean, 
as English-language program’s market is 
targeted to English-speaking world. English- 
speaking world has more population as well as 


Neteeeeeenenrenernenanennnnerenennennnnernrnnnennnnnenrnnsrnnnnnenensarersnnennnnsrnnnrsenranrnrnnsonnnns 


the largest consuming volume compare to any 
others. On the other hand, certain programs 
have higher importance in culture than language 
as in the case of Brazilian programs in 
Portuguese being extreme popular among the 
neighboring countries those speak Spanish. As 
you see, media products have basic inseparable 
relationship with language and culture during its 
production, distribution and exhibition process. 
They arein fact’ aproduct’ and apart of’ a 
culture’ . The producers from the countries with 
broader language base and cultural market can 
bring in larger profit than their counterparts 
from smaller language and culture based 
countries when they both produce the similar 
programs. Also, the country with larger 
language-base is bound to have more business 
personnel jumping into its competitive film 
industry, therefore achieving greater results such 
as higher budgeting commitment and more 
quality production development. Consequently, 
smaller the size the planning of governmental 
policy and interest rightfully becomes an 
absolute necessity in order to preserve the 
countrys linguistic and cultural heritage and 
identity. One thing to notice from this new 
proposal from the U.S. is their partial 
acknowledgement of’ necessity of communal 
interest for the advancement of cultural heritage 
and identity . Only their proposal demands new 
examining of current system, emphasizing the 
environmental changes resulting from the 


advancement of digital technology. If this is the 





‘ 


case, the focus of the issue must converge on whether 
communal effort must be further expanded. 

As pointed out by U.S., the way media products are 
circulated and consumed is rapidly changing as digital 
technology further gets advanced. Among them, 

windowing’ concept of one-source, multi-use’ is 
quickly becoming media industry’s main practice in 
maximizing program’s economical value. Media gets 
hold of windows to sell consumers (in this case, the 
viewers) its own programs in great numbers. Each 
window makes up a diverse yet lengthy links using 
films, VTR, on-air broadcasts, cable TV, Satellite 
broadcasts and other means of programming. Film 
admission cost is relatively more expensive yet can 
watch specific program on demand, whereas cable TV 
subscribers see the same program later on but for much 
less cost. In this way, the customary practice of 
categorically using specific programs according to 
income level and the demand can increase the number 
of consumers, thus maximizing its economic potential. 

On the other hand, window's diversifying nature 
further solidifies the market control by the media 
products from Hollywood. As the link to each window 
becomes longer and diversified, the media product’s 
unique quality of having’ zero marginal cost (all cost 
after certain limited numbers become pure profit)’ helps 
to maximize the profit of Hollywood products. As 
asserted by U.S., the advance in digital technology has 
resulted in further expansion of screening methods, a 
form of market expansion, and as a result, brought 
diminishing importance of theatrical screening. Along 
with that, or be that as it may, the communal efforts to 


preserve cultural identity of films being screened at the 





theater have further been 
threatened. 
The expansion of screening 

opportunities from advancement of digital technology has 
created the expectation of high-volume sales (number of 
expected viewers) followed by high investment, then 
high volume profit eventually leading into gaining more 
viewers. Such structure further strengthen U.S.- 
produced media-based merchandise’s overwhelming 
competitive edge while further reducing the opportunity 
for the products from small-scale language/cultural area 
to find their market abroad. This tendency can easily be 
understood by using umbrella model; as an example, 
regional population subscribes Seoul’s major daily 
newspaper, whereas the regional paper does not hold 
the interest for the readers outside its coverage area. This 
situation can be applied to trading of media products. 
Americans in general do not hold much of interests in 
foreign films or programs. Although there's increasing 
interest in Spanish-language programming but its 
market share from total number of foreign-produced 
program is less than 1 percent. Expansion of digital 
technology, therefore, does not help much for the media 
products from smaller cultural region and, in fact, 
gradually threatens the existence of its own culture. 
Therefore, all countries outside of U.S. must rationally 
prepare a certain supporting system for protecting their 


own cinema or audio-visual programs, in addition to 
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certain regulation to prevent monopoly of 
programs from one certain country. One aspect 
that needs not be overlooked is how media 
products are delivered to the consumers in this 
digital age. The digital technology added satellite 
broadcasting, DVD and Internet broadcasting to 
already along line of available distribution links, 
such as theater, video, cable & on-air broadcast, 
etc, thus expanding the windowing effect to 
even larger scale. Theatrical screening is targeted 
toward general audiences, having the distinction 
of being mass communal-oriented domain. On 
the other hand, Internet and DVD take the form 
of individual viewer-oriented nature, hence 
being a private domain. That is to say, the 
uniqueness of digital age lies with its uncanny 
ability for unlimited expandability of private 
domain, in expense for reduction in communal 
domain. If that’s the case, further efforts by one 
community that centers in expanding of 
theatrical screening ---a form of communal 
domain--- to preserve one’s own cultural identity 
iS an outright conclusion. 

Non-restrictive, border-crossing trading of 
audio-visual services through the Internet, DVD 
or satellite broadcast indicates further difficulties 


in its regulation as digital technology gets more 
advanced. Such trading bases its premise on 

special ways of individual viewing (an expansion 
of personal domain,) thus it’s inevitable to adapt 
into the border-less opening of the markets. As 
these personal domains get expanded, the 

community’s effort in preserving its cultural 

identity more and more becomes threatened by 
them. Accordingly, the main issue between U.S. 
and other countries concerning this new 
environment, is focusing on how to further 

strengthen the efforts of each country in 
preserving its own cultural identity in midst of 
ever-expanding private domain, rather than to 
reduce its government's interest and effort in 

maintaining cultural identity. When seen from 
this perspective, Korea’s screen quota system 
takes up even more important meaning. 


Finally, let’s examine the logic of quota 
system being the obstacle in US’s large-scale 
investment to build multiplex theaters in Korea. 


1) Increase of multiplex theaters signifies 
the rapid increase in number of screens. 
However, the fact such increase does not imply 
the increase in screening chances for more films 
have been witnessed in various countries 
already. The few, commercially successful films 
(blockbusters in general) will monopolize those 
screens. This box-office strategy that’s centered 
on such few films may seem advantageous to 


major Hollywood studios, but it must be noted 





that such strategy will eventually be detrimental to the 


theaters, producers, small-scale distributors and 
eventually to the film audiences. Various press sources 
have indicated that theater owners in U.S. and 
Northern Europe ---especially the multiplex owners--- 
are experiencing heavy profit loss and bankruptcies. 
What could be the problem? Its because of unfair 
distribution act disguised as being fair and square. 

In U.S. alone, more than 500 feature films are 
shown in theaters every year, yet not all of them 
become commercial success. According to Variety, out of 
all the films exhibited in US, only 19 have grossed more 
than 100 million USD and less than 50 reached over 50 
million dollar plateau. Due to fixed nature among 
cultural differences, the possibility of box-office success 
of American cinema in foreign market is slim, especially 
for the ones with smaller production budget. In order to 
get the box-office hits, however, the theater owners pick- 
up’ block booking’ featuring these non-marketable 
films from the major film distributors. Domestic film 
receives disadvantageous treatment because of’ block 
booking’ as it loses chance to compete. Due to such 
mechanism (distribution scheme), theater owners, 
production companies and even the audiences with 
resulting, limited choices suffer losses. This is precisely 
why the reasonable policy in guaranteeing the fair 
competition (including screen quota system) is being 
supported in Korea. The world film market, which is 
dominated by Hollywood-produced films, will be 
advantageous in providing reasonable screening 
opportunity to non-mainstream, unique-natured films 
from small markets to guarantee the profit that many 
can share. Screen quota system can make appropriate 





reforms concerning the issues created by the increase in 
multiplexes in order to reduce any of their financial 
losses. Instead of free competition for small number of 
films, official-controlled competition that guarantees the 
competition among variety of films is favorable in 
securing shared profits and giving audiences their right 
to choose. 


2) The USs claim of screen quota system in Korea 
having negative effects (worsening of profitability, 
decrease in screening venues, etc.) is far from the truth. 
Contrast to US's claim, Korea has witnessed the increase 
in number of screens, including multiplex theaters, as 
well as number of filmgoers as its screen quota system 
has been enforced firmly. Even with financially 
difficulties brought by IMF crisis, the number of screens 
has increased from 497 in 1997 to 707 in 2000. The 
number of audience attendance has increased by thirty- 
percent for the same period as 

well. Multiplex owners in Korea are amazed 
themselves at this commercial success in a short time. 
Such hard fact is a prime example of the co-existing 
relationship between screen quota system and multiplex 
theaters. Expansion of multiplexes without having any 
ideal protection for fair competition may sean profitable 
in short term, but will result in accumulation of losses in 


thelong run. 


As above observation indicates, new technical 
environments such as expanding digitaltechnology and 
increase in multiplex theater chains show that, in fact, 
the preserving of existing quota system is necessary for 
both in industrial and cultural terms. -=~ 
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Associations, Organizations, Institutes 





Film and Video Division ,Culture Industry Bureau, Ministry 
of Culture & Tourism 

QUOOOUU00U00UU00U00 

82-1, Sejong-ro, J ongro-gu, Seoul, Korea 

Tel : +82-2-3704-9630 / Fax : +82-2-3704-9639 

http: //www.mct.go.kr 


Pusan Film Commission 

OOO000g 

2nd Fl., City Hall, 1000 Yonsan 5-dong, Yoenje-gu, 
Pusan, Korea 

Tel : +82-51-888-6652 / Fax : +82-51-888-6654 
http://www. filmcommission.or.kr 


Korean Film Archive 

OOO000g 

700 Seocho-dong, Seocho-gu, 137-070 Seoul, Korea 
Tel +82-2-521-3147 / 3149 Fax +82-2-582-6213 
Website : http://www.cinematheque.or.kr 


Korea Media Rating Board 

OOO0000g0 

San 14-67, Changchung-2-ga, Chung-gu, 100-392 
Seoul, Korea 

Tel +82-2-2272-8560 Fax +82-2-2272-5794 


Coalition for Cultural Diversity in Moving Images 

O 0O00000000 

KAFAI Cafe 2nd fl., 569-29 Shinsa-dong, Kangnam-gu, 
135-891 Seoul, Korea 

Tel +82-2-3442-3443 Fax +82-2-777-0636 

E-mail : webmaster@screenquota. org 

Website : http: //www.screenquota.org 


Motion Pictures Association of Korea 

OOO0000 

#402, Yechong Bldg. 1-117, Dongsung-dong, Chongro- 
gu, 110-510 Seoul, Korea 

Tel : +82-2-744-8084 / Fax : +82-2-765-7050 


Federation of Theater Owners in Korea 


QOUO0OUU 
Doryum Bldg. # 704.,60 Doryum-dong, Chongno-gu, 


110-051 Seoul, Korea 
Tel +82-2-735-3382 Fax +82-2-722-8770 
E-mail : fitok735@unitel.co.kr 


Korean Motion Picture Producers Association 
QOUOO0U000 

KAFAI Cafe 2nd FI.,569-29 Shinsa-dong, Kangnam-gu, 
135-891 Seoul, Korea 

Tel +82-2-3442-3443 Fax +82-2-777-0636 

E-mail : kmppa@hanmail.net 


Korean Association of Film Art & Industry (KAFAI) 
DOOOOUU00000UC0OO 

KAFAI Cafe 2nd fl., 569-29 Shinsa-dong, Kangnam-gu, 
135-891 Seoul, Korea 

Tel +82-2-3442-3443 Fax +82-2-777-0636 

E-mail : kafai@chollian.net 

Website : http://www.kafai.or.kr 


Seoul Animation Center 


OOOO000000 

8-145 Yejang-dong, Chung-gu, Seoul, Korea 
Tel +82-2-3455-8484 Fax +82-2-3455-8359 
E-mail : animong@ani.seoul.kr 


Film Festivals 





Pusan International Film Festival (PI FF) 
OOOOGOO 

Yachting Center, Room 208, 1393 Woo-1-dong, 
Haeundae-gu, 612-021 Pusan, Korea 

Tel +82-51-747-3010 / 3011 Fax +82-51-747-3012 
E-mail : piffOO0@chollian.dacom.co.kr 

Website : http://www. piff.org 


Puchon International Fantastic Film Festival (PIFAN) 
OOOU0G0C000O 

64 Sosanbon-2-dong, Sosa-gu, Puchon, Kyunggi-do, 
422-232 Korea 

Tel +82-32-322-9949 Fax +82-32-345-6315 
Website : http: //www.pifan.or.kr 


— 





Jeon} u International Film Festival (JI FF) 

OOO000g 

Chunbuk Bldg. 16th fl., 669-2 Keumam-dong, Dukjin-gu, 
560-180 Chonju, Korea 

Tel +82-652-225-3800 Fax +82-652-255-4500 

E-mail : alt2k@unitel.co. kr 


Seoul Human Rights Film Festival (SHURIF) 

OOOdU0 

4th fl., 8-29 Myungryun-dong 2-ga, Chongno-gu, 122- 
771 Seoul, Korea 

Tel +82-2-741-2407 Fax +82-2-741-2406 

E-mail : rigcine@shinbiro.com 

Website : http://www.sarangbang.or. kr 


Distributors, Sales Agents 





Cinema Service 

OOO0000 

3rd FL., Heunggook Bldg., 43-1 Juja-dong, J ung-gu, 100- 
240 Seoul, Korea 

Tel : +82-2-2264-2181~6 / Fax: 82-2-2264-2180 
mail : jennifer@cineserv.com, jenny@cineserv.com, 
josh@cineserv.com 

Website : http://www.cineserv.com 


Cineclick Asia 
OOO0000 
3rd FI., Incline Bldg., 891-37 Daechi-dong, Gangnam- 
gu,Seoul, Korea 

Tel : +82-2-538-0240 / Fax : +82-2-538-0479 
e-mail : yjsuh@cineclickasia.com, 
yjcineclick@hotmail.com, simontnt@hotmail.com 
Website : http: //www.cineclick.co.kr 2 


Tube Entertainment 
OOO0o0o0g0 

664-21 Sinsa-dong, Gangnam-gu, 
Seoul 135-120, Korea 

Tel : +82-2-547-9371 / Fax : +82-2- 
547-8691 

e€mail : garden71@tube- 
entertainment.co.kr 

Website : http: //www.tubemovie.co.kr 


C) Entertainment 

OOO000000 

12th FI., Cheiljedang Bldg., 500 Namdaemunro-5-ga, 
Jung-gu, Seoul 100-095, Korea 

Tel : +82-2-726-8484 / Fax : +82-2-726-8291 

@mail J com96@cheiljedang.com, 
markyoon@cheiljedang.com, cat-pak@cheiljedang.com 
Website : http://www.cheiljedang.co.kr 


Indiestory 

OOOO 

3rd Fl.. Hyemin Bldg., 148-12 Sadang 2-dong, 
Dongjack-gu, Seoul 156-092, Korea 

Tel : +82-2-595-6051 / Fax : +82-2-595-6052 
e-mail : stanley@indiestory.com 

Website : http://www.indiestory.com 


Mirovision Inc. 

OO00 

7th Fl., Garden Yesikjang Bldg., 45-18 Yoido-dong, 
Youngdeungpo-gu, Seoul 150-010, Korea 

Tel : +82-2-737-1185, +82-2-3775-2567 / Fax : +82-2- 
737-1184, +82-2-3775-4151 

e-mail : mirovision@channeli.net, 
violette30@hotmail.com, sandy@mirovision.com, 
Website : http://www.mirovision.com 


E Pictures 

OO00 

10-12 Heyhwa-dong, J ongro-gu, Seoul, Korea 

Tel : +82-2-766-7406 / Fax : +82-2-3673-3286 
e-mail : pyi@ix.netcom.com, sylee17@hotmail.com 






Korean Film Commission(KOFIC) 


KOFIC promotes and supports the production of Korean 
films through funding, research, education, and training. 
KOFIC also strives to develop international relations and 
markets for Korean films. 


KOFIC began in April of 1973 under the name of the 
Korean Motion Picture Promotion Corporation(KM PPC) 
and was reborn as the Korean Film Commission in May 
of 1999. KOFIC continues the duties of the KMPPC and 
also initiates new programs to further promote and 

support Korean films in Korea and abroad. 


Domestic Activities 
Film Promotion Fund 
- KOFIC funds film productions including short films 
Research and Publishing 
- KOFIC investigates and publishes statistics and policy 
of film industry including Korean Film Observatory* 
Korean Academy of Film & Animation Film Arts 
- KOFIC provides training, equipment and facilities for 
emerging filmmakers. 
Seoul Studio Complex 
- KOFIC operates a film studio complex with over 
Imillion square meters of facilities including studios, 
visual effects, sound recording including digital, and 
film laboratory. 


International Activities 
KOFIC Pavillon at International Film Festivals 
- KOFIC provides a meeting place at International Film 
Festivals for filmmakers from all over the world and 
support for Korean companies. 
Film Festival Support 
- KOFIC supports festivals screening Korean films at all 
levels, including improving the quality of foreign 
language subtitle, support for shipping and travel for 


filmmakers. 


Publication of Korean Cinema** 
- KOFIC distributes overseas an all-around Korean film 
publicity booklet. 
Marketing support to expand overseas markets 
- KOFIC manages Market Information Centers at major 


international film markets. 


Personnels 


YOO Gil-chon 
LEE Yong-kwan 
HONG Seong-pyo 
LEE Duk-haing 


Chairman 

Vice Chairman 

Secretary General 

Chief of Seoul Studio Complex 


For further inquiries, please contact : 


Research & Development Department 
Tel : +82-2-9587-656, 657, 658, 659 
Fax : +82-2-9587-625 

E-Mail : kofilm@kofic.or.kr 


International Promotion Department 
Tel : +82-2-9587-659,584,585,586,589 
Fax : +82-2-9587-625 

E-Mail : leeks99@kofic.or.kr 


Notes for Korean Film Observatory * and Korean Cinema ** 
* Research & Development Department publishes K orean 
Film Observatory monthly in Korean, quaterly in English to 
make a state of Korean film industry informed. Free 
subscription is available for organizations, institutes, 
associations, companies related to film. If you want to get 
K orean Film observatory, please contact KIM Hyoun-soo at : 
Tel : +82-2-9587-659 
Fax : +82-2-9587-625 
E-mail : myear@kofic.or.kr 


** At the end of each year, KOFIC's International 
Promotion Department compiles a book of the year's 
Korean films to promote cultural co-operation between 
Korea and other nations. K orean Cinema is designed to foster 
worldwide partnerships and improve international 
understanding of Korean films and the Korean film 
industry. If you are interested in receiving Korean Cinema 
2000 or, at the end of the year, Korean Cinema 2001, please 
contact Jean NOH or YI Hyejung at : 

Tel : +82-2-9587-537 

Fax : +82-2-9587-592 

E-mail : hjnoh@kofic.or.kr, hyejungyi@kofic.or.kr 





